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This study explores the topic of audio and audiovisual digitization as it pertains to the 
performing arts. Three fields in the performing arts—music, dance, and theater—were 
selected to examine the digitization challenges from a more interdisciplinary perspective. 
Specialists involved with organizations active in performing arts digitization were 
consulted regarding their experiences and workflows using questionnaires and interview 
sessions. 
 
The subject sessions revealed similar concerns and hurdles existing between each of them 
while being influenced by different organizational and personal priorities. The subjects 
emphasized a strong need for coordination and networking between specialists to ensure 
effective digitization and preservation. They also recognized similar areas of concern, 
such as copyright and ownership of materials and degradation of magnetic tape media 
formats.  
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Introduction 
 
This exploratory study aims to gather and cross-examine performing arts 
specialists’ opinions, goals, and concerns regarding digitization of audio and audiovisual 
materials in their fields. Of particular importance to this study are the fields of music, 
dance, and theater. Given the combination of audio, visual, and performance elements 
involved in the realization of these forms of art, what facets distinguish them from other 
fields such as history and the visual arts and influence perceptions towards digitization? 
While research has been written on these fields and their respective hurdles individually, 
there exists considerably less writing investigating digitization and the performing arts 
from a more interdisciplinary, collective perspective. The goal of this study is both to the 
explore the nuanced challenges that specialists face when digitizing recorded music, 
dance, and theater materials and to analyze these challenges in a more overarching 
purview of the performing arts. Specialists engaged in the retention and care of these 
materials are to be consulted via interviews about their experiences in the field, the nature 
of their specializations, and the needs and preferences of their communities. 
Background 
 
The ever-growing internet and online environment of today’s society encourages 
many collections and content holders to consider the merits of digital conversion. 
Digitizing content not only allows for easier general access by patrons and researchers, 
but also provides additional platforms on which the content may be highlighted and 
advertised to the community for increased usage. For older, frailer assets, digitization
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assists in reducing the stress received from patron interaction, or it enables the asset to 
break free of its decaying, failing physical format altogether. While digitization is 
popularly perceived as a solution to many of the preservation and access challenges 
facing libraries, archives, and collections, the variety and complexity of objects that may 
be deemed preservation-worthy complicate the process.  
Audio and audiovisual materials present noteworthy hurdles for collections on a 
foundational level: Unlike printed materials such as books, periodicals, canvas-based and 
three-dimensional artwork, and artifacts, recorded assets have no physical form and are 
wholly dependent upon their housings for access and replayability. The housing requires 
compatible playback equipment to translate the contained information into meaningful 
content for the user (Behl 2015). This, however, is only a basic requirement for audio and 
audiovisual materials in a collection. The creative context behind a given asset holds 
critical significance for its comprehension in its community of origin, as well as any 
interdisciplinary interest towards it and subsequent reuse. Furthermore, the metadata 
surrounding the asset and the asset in its entirety—both the contained data and their 
carrier—may be interpreted as components that directly contribute to its identity as an 
artistic “work”. 
The topic of digitization also brings up discussions on effectiveness and 
appropriateness for performance-based fields. As explained by Esling (2013): 
“One of the key challenges regarding the use of digital media to document 
dance concerns the capacity for online archives to eventually store this 
material in such a way as to evoke not only the importance, but also the 
challenge of preserving the impermanent aspects of dance. Often the act of 
digitizing analogue material has the propensity to reduce the artifact to a 
unidimensional representation, or else the process of uploading material to 
an online database is a costly and time-consuming endeavour—for 
example, the reformatting of VHS recordings into digital format.” (p. 32) 
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Writings on musical topics such as magnetic tape works and computational musicology 
appear to raise similar concerns on the value and artistic integrity of digitized versions. 
Compositions from these fields place significant weight on the physical attributes of the 
original artifact in identifying the artistic work, and they are identified beyond just being 
a singular, fixed recording (Verde et al., 2018). Because the tape in its current medium is 
considered an integral part of the identity of the composition, does the transfer of the 
recorded material to a digital context go against the creator’s intention behind a work or 
the specific reasons why a particular format medium was utilized? How are these 
questions of artistic intent navigated by specialists in decisions to digitize content? 
We face widespread potential for audio and audiovisual digitization and improved 
documentation in collections across the United States. According to Lyons, Chandler, and 
Lacinak (2015), collections across the country were estimated to hold over 254 million 
sound recordings considered preservation-worthy that have not yet been digitized. Of 
these items, it was expected that more than thirty percent of them would require 
specialized workflows due to the nature of their contained data or their physical form. 
When audio and audiovisual items belong to an artistic, creative field and are intended to 
be received in a particular performance or playback environment, they may raise unique 
concerns that complicate the digitization process and affect how supposed successful 
digital preservation is measured. Music practitioners require specialized knowledge not 
only in their subject material, but also on the necessary playback equipment associated 
with given assets and how it relates to the music experience. Dance and theater require 
even further cross-specialization, as their performances often incorporate music on top of 
their choreography and production-related content. The interconnected nature of these 
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fields and the possibility of improved workflows through collaboration, as noted in recent 
research, led to the decision to center this study on them and examine in what ways their 
workflow methods, community needs, and concerns align with and distance each other. 
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Literature Review 
 
Preserving Time-Based Art Media 
 
 Audio and audiovisual formats hold the capacity to present human society and the 
larger world in vastly disparate ways than as witnessed through more “traditional” media 
forms. Prior to audio recording, a classical symphony could exist in written music 
notation, but it was only audible beyond the score through a live ensemble of dozens of 
trained musicians. The advent of widespread, commercial recording media around the 
turn of the nineteenth century, however, allowed for the acoustic nature of the work to be 
replicated without the physical presence of such an ensemble and controlled setting; a 
Beethoven symphony or a Tchaikovsky ballet suite could be reenacted via mechanical 
playback devices in the comforts of one’s parlor room. While commercially lauded for 
their convenience and accessibility, these early audio media also faced backlash from 
musicians and music critics. This “canned music”, as it was frequently called, was argued 
as derogatory and ultimately harmful to musicians and their profession (Sousa, 
1928/1994). Mechanical playback of music, its detractors claimed, failed to capture the 
soul of the work and the live performers that brought those sounds into the world.   
Time and technological advancements eventually softened reception towards 
recorded content, allowing it to become a familiar and frequently utilized form of media. 
As audio and audiovisual technology became increasingly accessible to the consumer 
public, the perception of the performing arts and how they were experienced and 
documented changed. Like music, dance and its history was confined to relevant physical 
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artifacts: production materials, programs, choreographic notation, and costumes. But 
dance is an artform that emphasizes motion and interaction; it is one thing to study a 
drawn depiction of choreography and another entirely to witness its live execution. 
Audiovisual formats, as described by Esling (2013), “present an innovative turn in 
archiving strategies that arguably captures dance ‘in process’… performance and 
rehearsal can be presented in such a way as to demonstrate multiple viewing perspectives 
and the presence of live bodies”. What were once momentary artistic expressions now 
transcend their natural finiteness and offer new outlets by which practitioners may study 
their craft. 
Magnetic Tape and Incorporating the Container 
 
Audio-based media did not only transform how performance-based artforms were 
experienced and archived—they influenced the creation of new content, as well. Initial 
analog formats including wax cylinders and shellac discs were limited in their recording 
capacity due to their physical size and recording methods, but subsequent technological 
advancements improved on both the ease and versatility of recording audio content. In 
1928, Fritz Pfleumer invented his “tönendes Papier”, or sounding paper, which is 
regarded as the beginning of the use of magnetic tape for recording and reproducing 
sound: Pfleumer turned to iron oxide powder and coated thin cigarette paper with it, 
creating a “tape” material that rose as a more convenient alternative to preceding 
magnetic recording formats using wires (McMurray, 2017). As discussed by McMurray, 
Pfleumer’s creation resulted in the growth of a radical form of “superfice, or focus on 
media surfaces” that applied format manipulation and transformation of recorded content. 
Tape was a medium that proved easy to work with and edit, which subsequently affected 
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the sound that it produced: It could be cut, spliced together, looped, partially rewritten or 
erased, and stretched, among other interactions. Its highly versatile nature made it an 
excellent tool for creative endeavors. By editing magnetic tape, a music composer could 
produce an audio object that was impossible to realize in real life, such as reversing a 
given piece of audio footage. The French composer Pierre Schaeffer and his concept of 
“musique concrete” in the late 1940s represents an early example of such audio 
experimentation: Schaeffer took pre-recorded sounds cut from their original contexts, 
altered them via tape manipulation, and then recombined them into new artistic forms. 
Schaeffer’s endeavors were intended to explore the nature of music and its 
perception. As explained by Teruggi (2015): 
“He was not only working on a new way of making music but also working on 
musical phenomena as a whole, since the fact that the sound sources had been 
totally changed brought the suspicion that sound and music were not exactly 
what they had always seemed to be, that music was a much more extensible 
concept with strong relations to our perception and to our sense making 
mechanisms.” 
In this sense, the actual audio content produced out of Schaeffer’s musique concrete may 
be considered of only partial importance when it comes to the identity of the so-called 
musical “work”; the physical, manipulated tape on which these sounds are stored 
likewise represent a critical, inseparable component of his compositions’ identities and 
their significance to music history. The dual significance of the content and container 
demands that each component be maintained to retain the artistic work. This clashes 
against a popular perception of digitization as a means of upgrading to a newer storage 
medium, either to convert to the contemporary standard or to avoid hardware failure and 
loss of information, especially in the case of magnetic tape due to its fragility (Fantozzi et 
al., 2017), (Verde et al, 2018). 
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 Magnetic tape’s nature poses a multitude of unique threats and considerations for 
preservation and digitization. Tape is comprised of two main elements: a base layer or 
substrate that serves as the tape’s foundation, and a binder layer that contains 
ferromagnetic particles that produce copies of soundwaves. The binder layer also 
contains pockets of lubricant intended to reduce friction between the tape and the 
playback device’s receptor heads. Unfortunately, across the lifespan of magnetic tape as 
an audio and audiovisual medium, many constructions of tapes were created and sold that 
are now realized to contain chemically-incompatible components, destabilizing the tape 
and causing it to degrade more quickly. Much of magnetic tape’s lifespan is determined 
during the initial production phase, as the resin, binding agents, and manufacturing 
process all contribute to the stability of the tape; the physical composition is limited in 
how it can be altered after creation (St.-Laurent, 1991). Hydrolysis and sticky shed 
syndrome remain some of the most pressing and common threats to magnetic tape, and 
they are directly influenced by the construction of the tape. Hydrolysis is a chemical 
reaction that occurs when an ester (such as the binder resin) “consumes” water drawn 
from humidity in the air to liberate carboxylic acid and alcohol; the result is a 
deterioration of the tape’s layers and the secretion of gummy residue (i.e. sticky shed 
syndrome) (St. Laurent, 1991). This residue may cause the layers of a tape to stick to 
each other, as well as spread onto the components of playback devices. Should the layers 
become bound enough, the tape may break during attempted playback. Despite the 
chemical shortcomings of magnetic tape and its growing obsolescence as a playback 
medium, it still sees use for long-term storage purposes (with a digital encoding of the 
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data), due largely to its affordability and overall reliability when compared to other 
storage systems (Bressan et al., 2016). 
 Eventually, all physical formats will degrade and fail, but for some, the threat is 
much sooner due to their storage conditions or their flawed construction. Format transfer 
or digitization will allow the content to escape the failing hardware—but what are the 
potential ramifications? Fantozzi et al. (2017) acknowledged the challenges presented by 
magnetic tape, but they stressed the existence of particular genres of music performance 
that foundationally depend on the physical medium for their identity and execution. 
“Tape music”, they argued, represents “the most challenging musical content to preserve 
and analyze on a magnetic tape” due to a host of unique issues. In addition to physical 
manipulation of the magnetic tape, there often exist annotations applied on the tape itself 
that are crucial for the music performance. A formal score for such works was seldom 
produced, placing further importance on any instructions or notes found on the container 
or the magnetic tape itself. For the performance, the presence of concrete and/or 
electronic sounds alongside acoustical instruments makes it difficult to distinguish 
between audio corruptions and intentional alterations: What may seem to be media 
degradation to an unfamiliar ear may in reality be part of the work. It should be noted, 
however, that incorporating the nature of the employed medium as part of a composition 
is not a phenomenon restricted solely to magnetic tape: The French composer Henri 
Pousseur’s opera Votre Faust, for example, used vinyl discs as part of the work (Fantozzi 
et al., 2017). The use of other analog formats besides tape in this manner though is less 
common, given their lower degree of malleability and the fixed amount of total possible 
11 
 
content on them without significantly altering the object or the playback device used to 
interpret it. 
Retaining Authenticity and Depth 
 
 The format upon which a creative artistic work is recorded may be chosen as part 
of how the work is intended to be heard, performed, or realized. But what if the continued 
existence of any portion of the work requires abandoning said format and turning to 
digitization? The issue of authenticity remains a noteworthy concern across many 
performing arts fields. Esling (2013) spoke positively about the accessibility prospects of 
dance research and performance in the digital era: Establishing electronic, networked 
resources will allow for specialists in the field to better visualize its history and 
streamline efforts to preserve at-risk material. Yet while digitization is important, Esling 
argued that it is equally essential to reflect the complex nature of these materials. Causey 
(2016) expressed a similar concern in theater regarding the depiction of performance 
ontologies when content is translated into a digital environment. Despite these 
ontologies’ discussion of the structure and function of performance, they are ultimately 
“unsustainable and even inaccurate because they create binary distinctions among media 
delivery systems”. In their research on music and accessibility through mobile devices, 
Fantozzi et al. (2015) stressed “the history of production and transmission of audio 
documents” as a key factor of philological awareness and one of their primary concerns 
during their project. Across performing arts fields, there appears to exist a shared anxiety 
towards a loss of multifacetedness and depth when it comes to migrating content to 
digital platforms. 
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Should the context surrounding a particular recording become overly simplified or 
lose its clarity, it may negatively impact the understanding of a given work’s digitization 
and reason for retention. Fantozzi et al. (2017) cautioned that “one digital document 
without certain provenance can compromise the reliability of the entire archive, 
nullifying the digitization campaign with incalculable loss of time, money and even 
cultural materials (in case the originals became unaccessible).” A flawed digital 
recreation of performance material holds the capacity to negatively impact the larger 
collection or institution holding it. Does the object in question retain its identity upon 
transitioning to a digital format; that is, does it continue to be what it purports to be? And 
once in this new digital environment, is its integrity—its completeness and absence of 
alterations—maintained (Adam 2010)? Should a digitized asset and the records 
complementing it fail to capture the original identity and the significance they hold to 
their communities, it will lack an adequate degree of trustworthiness for use and study 
and negate the benefits of digitization. Furthermore, digitization by itself does not equal 
accessibility: Metadata and attention to the original item is necessary to make new digital 
copies findable, understandable, and utilizable (Baca, 2016). 
 Performing arts places a high degree of emphasis on the uniqueness of individual 
performances; while a particular composition or stage work holds its own particular 
identity in a macrocosmic sense, each live manifestation of it through performance 
generates nuances and slight deviations that set them apart. While this is true of any 
work—for example, it is impossible for the exact same performance of Shakespeare’s 
Macbeth to occur twice—the inclusion, or even centrality, of improvisatory elements and 
choice in contemporary art generates even further distinction between performances. In 
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philology, these different versions are referred to as “witnesses”, and they each represent 
a realization of the work and subsequently hold their own claims to authenticity (Verde et 
al., 2018). Archivists involved with these works must therefore make decisions on what 
witnesses to include in their collection, and whether having multiple witnesses would be 
beneficial or even necessary for their community of users. Depending on the frequency of 
performance and the logistics required, certain works dictated by spontaneity and 
performer decision may only have a tiny pool of adequate witnesses that are deemed 
suitable for digitization. 
 Individuality and artistic significance certainly hold merit for preservation, but 
there conversely exists historical value in retaining more commonplace, standard 
performances of particular creative works and settings (Miller, 2016). Preserving 
recordings of less “ground-breaking” productions of a work provides a more realistic 
perspective on then-current standards and the typical environment in which the 
performing arts occurred at the time. While Miller (2016) acknowledged that it is 
infeasible to preserve and digitize all theater recordings and productions stemming from 
environments such as New York’s Broadway, he maintained that there still exists a 
significant need to draw attention to these works and ensure accessibility to them in some 
form: 
“With the emergence of digital humanities, we are poised for a revival of 
theatre history that embraces the oft-ignored, or at best synechdocally 
represented, whole. Theatre history can (and I think must) begin to 
account for the many productions and careers that pass without notice, that 
are not outstanding either in their glory or their failure, but were born and 
died decidedly average.” 
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Modification and Archival Neutrality 
 
 In spite of deliberations over whether digitization compromises the nature of a 
performance work and the intentions established by its creator(s), the threat of media 
deterioration or outright failure perpetually lingers over existing artifacts. How should 
these audiovisual materials be archived and disseminated in order to meet the needs and 
expectations of users? According to Lyons, Chandler, and Lacinak (2015), there were 
estimated to be over 250 million sound recordings in the United States alone that may be 
considered preservation-worthy that have not yet been digitized; of this figure, they 
anticipate that over 80 million, or thirty-two percent, will require specialized audio 
preservation workflows. Not only is there a significant quantity of at-risk materials, but 
many of them will need to be looked at more closely to achieve a satisfactory level of 
format conversion and metadata documentation.  
For the majority of materials, the primary hurdle inhibiting digitization is the 
sheer quantity of items being addressed. A digitization project may involve hundreds of 
separate objects, with each of them requiring metadata and conversion into a digital 
format. If human analysts are used for the procedure, then each individual object runs the 
risk of being improperly processed against the rest of the collection (Dixon, 2014). 
Accuracy and efficiency both play an important role in digitization efforts. In response to 
the abundance of audio materials held by many collections and the need for time-saving 
solutions, specialists have devised streamlining and automation strategies to alleviate 
workflow burdens on them and their organizations. Dixon (2014) devised an automation 
strategy for splitting master audio files into sub-item tracks for more accurate digitization 
and processing. By using such automated procedures, collections may see several 
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possible benefits: Firstly, there would be less chance for clerical errors to arise as 
compared to manual processing. Secondly, the automation would operate more quickly 
and efficiently, reducing the processing time. And lastly, the automation would allow 
staff to divert their attention elsewhere, alleviating stress on personnel. Dixon (2016) 
noted, however, that certain factors in the digitization process “will (probably) always 
require human intervention”. The process will still require some degree of human 
participation and oversight in order to ensure suitable results and check for remaining 
errors. 
Dixon’s (2014) comment about the likelihood of the continued necessity of 
human intervention ties into longstanding issues of specialization and experience in the 
digitization field. Digitizers require particular background knowledge and skills in order 
to satisfactorily handle the audio and audiovisual materials presented to them. In addition 
to more general technical knowledge required for digitizing material and storing it as 
electronic data, they must also be intricately aware of the technology behind both the 
storage media and the playback equipment required to access and reproduce their desired 
content. This becomes further problematic when observing particular fields within audio 
and audiovisual formats, such as the performing arts. At this level, the digitization 
process demands an incredibly niche combination of backgrounds and technical 
experience, severely limiting the pool of potential content analysts who are sufficiently 
versed in the content being digitized and the digitization process itself. As a result, the 
best candidates for handling the content may be its own creator(s) or their immediate 
peers. 
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The proximity of the to-be-digitized records to their creators raises varying 
opinions on archiving, grassroots initiatives, and the potential for bias. For some, the 
concept of relying primarily on self-digitization has caused apprehension: 
“It is worth making note that a potential pitfall of grassroots archiving 
includes the loss of a “neutral” position in place of a vested interest by the 
artist in a particular aspect of his or her own work. This downfall raises 
issues not only of authorship but also the relationship between artist and 
archivist. That is, with the rise of digital technologies and sites that 
facilitate the preservation and dissemination of archival material, how is 
the job of the archivist affected?” (Esling, 2013) 
Esling (2013) reasoned that while the creators of such niche performance art are likely to 
be (one of) the most qualified entities to discuss and document it, they also have the 
greatest personal investment in it; consequently, archivists and digitizers, should retain a 
sense of neutrality. Otherwise, the definition of an “archivist” and the authority placed on 
that title may become diluted or even outright compromised. In contrast, Bench and 
Elswit (2016) argued that data collection itself is an act of interpretation, and 
subsequently occurs with ingrained bias. Furthermore, they stated that “critical data 
studies insist on the nonneutrality of data,” and that “the critical interrogation of 
quantified historical information will enable holes in the archival record to emerge bigger 
and brighter.”  
In their research on historical global touring networks for dance and theater, 
Bench and Elswit (2016) noted the benefits their work has seen through field 
collaboration and the potential of digital formats in dance media over analog media. 
Although archiving with authoritative neutrality may have its merits (if even possible), it 
is equally important to the well-being of performance art fields to engage with other areas 
of artistic and historical study and disseminate their knowledge and research. In order to 
fully interact with other fields, their materials and recordings must be accessible—
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preferably online, due to the potential geographical isolation of particular performance art 
subfields. It then becomes more important than ever that digitization occurs, and given 
the speed and rate of recency at which fields such as science and medicine operate, 
timeliness may be key. No organization or collection is fully capable of achieving these 
goals on their own. It is only through collaboration with other entities that many of the 
technical and philosophical questions surrounding digitization efforts can be addressed 
and overcome (Smith, 2016).  Performance scholarship is not currently generally 
referenced within the digital humanities community, revealing that such areas of study 
have yet to fully integrate and establish themselves into more interdisciplinary 
environments (Bench and Elswit, 2016). 
Engaging at a more national level not only provides opportunities for greater 
collaboration between fields, it also may assist in streamlining efforts to preserve content. 
Smaller specializations may necessitate more independent efforts towards digitization 
and their engagement with related professions, but more general, overarching fields may 
be able to benefit more immediately through national efforts towards accomplishing 
broad-scale audio preservation. Smith (2016) noted the presence of several such 
initiatives and awareness efforts towards audio digitization, including the passing of the 
National Recording Preservation Act of 2000 and efforts to establish a shared music 
library hosted through the Internet Archive. These combined efforts have been 
invaluable, he explains, given the issues faced with audio digitization. The absence of 
uniformity between many digitization efforts’ practices, for example, causes difficulties 
when they are compared against each other or brought into direct contact (Smith 2016). 
The differing file formats and compression algorithms (i.e. FLAC, WAV, MP3, AIFF) 
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that have risen complicate best practices for archival handling of digital audio. These 
situations can be particularly prevalent with smaller, more independent efforts, as 
discussed by (Bench and Elswit 2016). Without some awareness of external archival 
standards, community efforts to digitize and disseminate their materials may find 
themselves overlooking critical metadata for external users or incorporating design 
choices that hinder or even threaten the quality of their digitized records. 
The performing arts find themselves faced with numerous digitization challenges 
that complicate the perceived goals of digitization and satisfying the needs of their 
communities. Many of these challenges, however, are not restricted to one subdivision; 
discussions on creative intention, execution, and authenticity and authority may be found 
across literature focusing on music, dance, and theater, among other performance-centric 
forms of art. Given the existing similarities that can be drawn between the separate fields 
and their general topical proximity to each other, analyzing and cross-comparing the 
writings and thoughts of their specialists may provide the grounds for deeper 
collaboration and more effective strategic and technical development in preservation and 
digitization initiatives. 
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Methods 
 
This research investigated audiovisual digitization procedures, goals, and 
concerns in performing art fields, specifically, music, dance, and theater. These three 
areas were selected based upon their employment of similar stage-based live performance 
settings, their performer-to-audience transmission of performance, and their capacity for 
shared features in the performance experience (i.e., the presence or incorporation of 
music). Specialists and information about organizations in the United states dedicated to 
these fields were consulted on the status of their relevant collections of materials and how 
digitization initiatives affect their materials and their roles as media for artistic creations. 
Gathering Data – Sources and Methods 
 
 Due to the specific specializations being approached in this study, relevant 
institutions and collections were selected for interviewing via non-probability sampling 
methods. Probability sampling methods were declined in order to focus on the desired 
performing arts fields and avoid accumulating responders with unsuitable collections by 
pre-scanning institutional synopses. Of central importance to the focus of the study was 
the existence of audio and/or audiovisual materials relating to music, dance, and theater 
in a collection, which were presented by the owning institution as a central or advertised 
feature of their holdings. Other factors of value to the study were the types of contained 
media in the collection—such as magnetic tape formats—the appearance of distinct 
materials in the collection that were related to the professional analysis and understanding 
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of the artistic field(s), and the existence of digitization programs within the collection, 
either being planned, ongoing, concluded, discontinued, or desired. 
 Institutional lists generated by professional organizations related to the 
performing arts and their preservation were used to inform the selection of potential 
interviewees for the study. Music-focused collections and organizations were initially 
selected from lists provided online by the Society of American Music, dance 
organizations by the Dance Heritage Coalition, and theater organizations by the 
American Theatre Archive Project. These lists were cross-referenced with each other to 
check for recurrent entries; in cases where an institution houses multiple recognized 
collections, archives, or facilities, suitable specialists were sought out for each entity. 
Their independent impressions on digitization as it relates to their collections could then 
be compiled and analyzed at an institutional level. 
 Other sources of determining potential interviewees were also considered for the 
study but declined due to scope and available time. Including other lists of professional 
institutions could expand field coverage and acknowledge other subfields of the targeted 
performing arts areas, such as musicological- and ethnomusicological-recorded materials. 
Snowball sampling was also considered to accommodate for the interviewed specialists’ 
awareness to and familiarity with others in their discipline. Ideally, a comparable number 
of specialists related to music, dance, and theater would participate in the study and 
provide qualitative discussion on the effects of digitization in their respective areas and 
the considerations held towards them. 
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Determining Participants, Online Questionnaire 
 A multi-step inquiry was utilized to reach out to the selected organizations and 
gather data. The organization/specialist was first contacted via email to determine their 
willingness to participate in the study (see Appendix for correspondence and documents). 
This message explained that the study was intended to explore the nature of digitization 
efforts in performing arts environments through a combination of a questionnaire and 
phone or online interview session. The subject was under no obligation to take part or 
answer all or any questions during the study. If it was preferred, identifying information 
pertaining to either the organization or individual consulted could be obscured. The 
individual/organizations that expressed their interest in participating were directed to the 
online questionnaire via a hyperlink in a follow-up email. This questionnaire was 
intended to gather statistical and logistical information on the organization, some of 
which may not have been known or readily available during a live interview session. By 
presenting these questions ahead of the interview, it was anticipated that the interviewees 
would be able to provide more specific and accurate responses. At the end of the 
questionnaire, the subject was asked if they desired to participate in an interview session. 
If they accepted, they received a follow-up email with details on the session, and a dialog 
to arrange a suitable time was opened. The sessions were to be conducted at a distance 
via either telephone or a telecommunications application, depending on the interviewee’s 
preference; all responders chose the application Zoom for their sessions. 
Interview Sessions 
Times for the interview sessions were arranged between the subjects and the 
principal investigator. The sessions were kept to an hour in length, and each interview 
was directed initially by a series of controlled, predetermined questions. These questions 
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were used to clarify the subject’s role in their facility and investigate the practices and 
workflows being employed there. As the session progressed, additional questions and 
areas to focus on that arose were permitted to steer the discussion. A semi-flexible 
interview format was considered valuable to provide attention to any nuanced practices or 
problems faced by the different organizations while managing their materials. With 
permission from the subjects, the sessions were recorded to avoid potential response data 
loss and aid in transcription. The resulting recordings were restricted to a single, 
controlled computer, and they were disposed of upon completion of the study to maintain 
the anonymity of the participants. 
 After conducting the interview sessions with the specialists, the resulting data 
were gathered and coded for analysis. The coding was utilized to recognize features, 
patterns, and themes of the sessions, and the process was performed in stages to 
accommodate for the three performing art fields and their unique considerations. The 
initial stage of coding focused on the fields as independent entities, intended to only 
relate a given institution with like institutions (i.e. all dance collections together). The 
second stage addressed institutions with multifaceted roles; if a particular collection 
specialized in two or all three areas, they were then analyzed, drawing from the coding 
derived from the standalone music, dance, and theater institutions prior. This coding 
served as a basis for analysis, and any multifaceted collections or archives present in the 
study were used as the initial instances of comparison and cross-referencing. The third 
stage of coding then examined the collective data of the study across all included 
subjects. The goal of this stage was to address potential similarities in the natures of the 
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represented performing arts and comparatively analyze them for related and unrelated 
concerns regarding digitization. 
 Analysis of the interviewees’ responses were cross-referenced with general 
professional standards and literature on digitization, particularly the Eternal Digitization 
Standards list maintained by the Society of American Archivists on their website. Recent 
literature originating from the individual performing arts fields was also searched to 
expand upon particular perceptions of digitization and note instances of agreement with 
viewpoints expressed in prior research or counterarguments toward them.  
 This research was intended to serve several functions with its execution: Firstly, it 
aimed to bring further attention to the humanities in archival and digitization literature. 
Digital humanities research continues to grow in frequency and scope as digital 
technology advances, and it is critical that this literature spans across disciplines to 
expand its horizons and increase awareness towards similar research in other fields (Le 
Deuff, 2018). Secondly, it drew in research and correspondence from the various 
performing arts to compare and contrast their activities and archival considerations. 
Multidisciplinary awareness and accessibility to a discipline’s research will be critical for 
effective future research efforts, which may in turn generate increased understanding, 
visibility, and support for the involved fields. Lastly, the research aimed to utilize the 
compiled data to recognize digitization challenges for audiovisual materials originating 
from fields in the performing arts. As this research was intended to be exploratory in 
nature, it was anticipated that the methods and information here may serve as a 
foundation or model from which future studies may be derived. Such later studies may 
incorporate a larger or more particular body of relevant organizations to gather data. 
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Results 
 
Questionnaire 
 
 Four participants completed the online questionnaire, and will be referred to as 
subjects “A”, “B”, “C”, and “D” to preserve their anonymity. Each respondent was 
affiliated with a different North American academic university and their respective 
performing arts-relevant collections. Each of the universities were reported as having 
engaged in digitization with their performing arts materials for at least a decade: One 
organization’s digitization activities have continued for approximately ten years, while 
the other three have been active closer to twenty years. The size of each organization’s 
audio and audiovisual collections proved to be more disparate, with one organization 
sizing less than 10,000 total items and another owning over 100,000. In addition to 
digitizing their own collection materials, each of the participants confirmed that they 
provide audio/audiovisual digitization services to clients or other organizations as part of 
their general activities. The source of standards being followed regarding audio and 
audiovisual digitization differed significantly between the responders. Only one source, 
the International Association of Sound and Audiovisual Archives, was drawn upon by 
two of the represented organizations. The number of incorporated standards for each 
organization varied, too. One subject reported only utilizing one standard—the Society of 
American Archivists—while the others used two, three, and four standards sources. 
 All four participants in the questionnaire reported substantial variety in the types 
of audio and audiovisual media formats present in their organizations’ collections. For 
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audio formats, there were two that owned wax cylinder recordings (the earliest 
commercial medium for recording and producing sound), three with shellac-based 
records, and three with nitrate- or acetate-coated records. All four organizations were 
reported to own reel-to-reel magnetic tape, vinyl-based records, audio cassettes, and 
optical disc formats. The two organizations with cylinders present dated their earliest-
created asset as coming from the mid-1910s, while the other two collections had 
materials dating back to the 1930s and 1950s. Out of the four participants, three of them 
reported their collection containing over half of all the listed audio formats in the 
responses for Question 6 (What audio media formats does your organization currently 
hold in its collection?). 
 A similar variety in media formats was also reported for audiovisual materials: 
three of the four organizations own 35mm, 16mm, and Super 8mm film, three own 1/2” 
open-reel film, and three own LaserDiscs and DVDs. All four responders reported having 
VHS, U-matic, Betamax, and Betacam formats in their collections. Two of the collections 
contained generally younger audiovisual materials, with their earliest content originating 
from the 1960s and 1970s; the other two reached back several decades earlier than this. 
Interviews 
 Three of the four participants took part in an hour-long interview session 
following the questionnaire: subjects A, B, and C. Each session began by exploring the 
subject’s background in the performing arts and what their role was in their organization. 
All of the subjects had been involved in their respective digitization programs for several 
years, though they were not present at the time of their programs’ inceptions. The 
subjects’ backgrounds covered different areas, with a linking factor being history studies: 
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Subject A specialized in theater and dance historical studies, Subject B held experience in 
music and musicology, as well as theater, and Subject C began their career in museum 
environments and later moved to archival settings more focused around the performing 
arts and eventually their current position. 
 While speaking with some of the subjects, they pointed out that the collections 
that they were responsible for were not the only ones in the organization that contained 
recorded assets from the performing arts. Subject C mentioned that their collection did 
not contain “time-based artworks”, or works where the recording medium plays an 
integral role in defining a larger artistic identity; an example of this would be a magnetic 
tape or record that is intended to be played and manipulated onstage during a 
performance as part of the acoustic or visual experience. The subject noted, however, that 
another division in their institution housed such materials. While that division was unable 
to be consulted for this study, its existence served as a reminder that audio and 
audiovisual material from the performing arts may not all exist under one roof in an 
organization, even with the presence of dedicated performing arts libraries and 
collections.
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Discussion 
 
Personnel, Teams, and Specialists 
 
 Each of the three subjects operated within multifaceted work environments for 
their institutions’ digitization activity. Subject A oversaw their organization’s performing 
arts collections, and they belonged to a larger, sophisticated network of teams and 
specialists that was responsible for fulfilling preservation and digitization activities. It 
was part of their duties to coordinate with the audio and audiovisual specialists within 
this network. Subject B described a similar collection of networked teams, but they 
emphasized the importance of external vendors as an invaluable component for 
completing the requests that were made to them. Subject C belonged to a smaller, more 
independent environment, though they too maintained important connections to other 
departments and divisions in order to manage particular media formats, such as Linear 
Tape-Open assets. 
In all three cases, the participants stressed networking and interconnectivity with 
their colleagues, as well as other professional entities and services beyond their own 
organizations. With these extensive systems, specialists play a critical role in determining 
digitization priorities. As Subject A explained, it is the role of curators and specialists 
such as themselves to manage large quantities of materials and determine the urgency of 
particular assets to receive preservation attention, based both on their research value—
what is likely to be of interest to researchers—and what is at most risk for loss or 
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deterioration. The recommendations they make must then be weighed against other 
digitization proposals across the larger system. 
It is critical for the specialists to not only recognize the research value and current 
condition of performance arts-related assets, but also have the capacity to effectively 
convey the weight of these needs to other specialists and professionals originating from 
other areas. The collaborative environment required within many digitization divisions is 
directed in part by the specific training and backgrounds of its members. In the case of 
Subject A, the curators involved in evaluating and presenting materials in a division 
operate in library and archival settings, but they do not necessarily possess a library or 
information science degree. As a result, curators may find themselves unaware of all the 
appropriate metadata and cataloging details and procedures—among other factors—that 
are desired in the creation of records and maintenance of archival materials. Subject B 
mentioned that their team was fortunate to know external specialists involved with the 
performing arts that have reliably supported them as digitization vendors. Successful 
preservation and description require competency in the performing arts, archival 
standards, and digitization itself—competencies that are not always available at the main 
organization. These needs are frequently met through collaboration and networking. 
The expectation of additional, specialized metadata ultimately remains dependent 
upon the organization in question, however. Subject C reported that while frequently 
worked with materials coming from all three performing arts fields in question—music, 
theater, and dance—they did not usually implement more nuanced and particular 
metadata; the nature of these fields had limited impact on their usual cataloging process. 
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Their organization’s records were constructed using MARC language, and the fields 
employed in their work tended to be more standard and general. 
Complications with Multi-Format Collections 
 
 While the collaborative nature of the subjects’ working environments was 
revealed to be an important factor in how each organization digitized assets and 
generated adequate item-level records for them, it proved to be even more significant in 
the face of full-size, oftentimes multi-formatted collections. Subject A noted that several 
performing arts collections held by their organization are comprised of audio and 
audiovisual material alongside printed materials and/or physical objects; an example of 
this might be a collection focusing on a specific stage production, featuring a film 
recording of the event and original costume and scenery sketches created by the artistic 
team. Despite the relevancy of these materials to each other, Subject A pointed out that 
these materials would not have been described together in the organization’s archival 
system: Audio and audiovisual material would be described in an entirely separate 
finding aid from the rest of the collection’s contents. Because of this, the only way to 
know the complete contents of the collections would involve also looking at the 
specialized audio and film databases within the system. 
 Many of the collections in Subject A’s environment over the years had divorced 
their audio and audiovisual components, but now there is a greater awareness of and 
inclination to preserve the original fonds of these materials. The original, physical 
artifacts must usually be retained in a different location than print items and three-
dimensional objects due to the attributes of their media containers. Their digital 
manifestations, however, may be kept in closer contact with each other to improve 
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visibility of the full collections for more holistic exposure and ease of research. 
Depending on the nature of a collection and the intent of its creator(s), the organization of 
its components may be modified to improve its clarity and ease of use in the system 
retaining it. Maynard and Foster (2012) presented a similar scenario with the Tate 
Archive and efforts to process and digitize the Audio Arts Archive held there: The 
collections were made up of many disparate forms of media, as well as originating from 
various fields. The success of the project depended upon the recognition of these 
components and their unique attributes and describing and implementing them effectively 
to ensure their discoverability and future usage. 
Access and Visibility 
 
 Discoverability and access repeatedly surfaced as primary concerns amidst the 
subjects and their organizations. By nature of being mediated forms of content, audio and 
audiovisual material depend upon a host of additional devices or services to provide 
playback and transmit their contained information. All three subjects reported that 
patrons’ access to their audio and audiovisual content was predominantly achieved 
through local methods at their respective locations, though the conditions for such access 
was not uniform between them. 
Firstly, there was the factor of original formats and digitized versions. Subject A’s 
facility strongly prioritized access only to assets that had been digitized, which could be 
done using a server that is only available on-site. With adequate research justification, 
though, the original item may be played. Subject B noted a similar situation for their 
organization regarding legacy materials, with much of the new digitized content being 
driven by patron requests. In the case of Subject C, however, patrons were regularly 
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allowed to play certain original formats of film, rather than defer immediately to digital 
proxies only. There was a general preference towards restricting access to legacy assets. 
In some specific instances, though, the available equipment, the reason behind the 
request, and the stability of the item allowed for their usage and examination. The 
subjects mentioned only minor issues regarding deciding which version or versions of an 
asset to digitize and make available to users. Normally, the version in the best shape 
would be used for digitization, unless another occurrence of it in the collection held some 
unique attribute or significance. In these instances, multiple versions could be digitized 
for the collection, or a patron could make a digitization request for one specific version. 
Secondly, the three subjects presented different stances on the creation of copies 
of collection material. Subject B’s setting fulfilled monetized digitization orders from its 
student and faculty members (as well as some external patron requests), and copies of the 
digitized content could be made for research purposes. Subject A’s organization could 
likewise provide research copies to patrons—but not for audio and audiovisual materials, 
due to concerns over material ownership and copyright concerns. Subject C expressed 
similar precautions regarding their time-based media, though their situation was 
complicated due to how their collections’ content could be discovered. If a patron desired 
to access a digitized recording, and the facility was comfortable enough in its source 
collection’s legal condition, then they may provide the patron a temporary online link to 
access the asset remotely. The more likely scenario, however, is either that some issue 
prevents them from offering remote access, or the patron needs to browse and discover 
the materials they desire. The subject’s facility lacked a dedicated terminal where patrons 
and researchers may browse the collections; instead, they must be brought back into the 
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facility’s staff workspace and make use of a station located there. The station is not 
designed for public use, so there are strict policies against the use of CDs, flash drives, 
and other data-storing devices, to avoid the possibility of downloading and releasing 
collection content. 
Thirdly, all of the organizations expressed concern over the equipment necessary 
to play their assets. In the case of Subject C, the workspace station served as a stopgap 
for an official local access point to the larger digital collection. Alongside this station, 
they also must maintain the film equipment that allows patrons to access the various 
collections and recordings that have not been digitized at all. Yet once digitized, there 
then exist the issues of managing server space and technology turnover and obsolescence. 
Subject A noted that their system had previously suffered due to data migration while 
upgrading their system. During the migration, many of the files experienced some 
corruption that unlinked the metadata relationships constructed between them; they had 
to redevelop this network of linked data, and plans were made to establish new staff that 
would take charge of technological maintenance and digital curation activities for a more 
reliable future system. 
Copyright and Usage 
 
 By and large, the greatest, most consistent hurdle to digitization activities and 
subsequent usage expressed by the subjects was the matter of copyright and content 
ownership. Despite the large quantity of Subject A’s audio and audiovisual collections, 
they admitted that their organization rarely held the copyrights to them. The lack of these 
rights severely inhibits their ability to promote and release content to the public, but it is 
especially damaging to Subject A’s expressed interest in garnering attention for at-risk 
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commercial recordings. Commercial recordings, they noted, tend to receive less support 
from grants and patrons because they were once mass-produced and plentiful. 
Subsequently, it is presumed that dozens, if not hundreds, of other copies of the items in 
question still exist and could easily be acquired to replace a failing copy held in the 
collection instead of spending the time and resources to digitize it. Subject B noted that 
all of their collection guides contain warnings about the possible presence of copyright 
issues. While they provide direct digitization services for patrons and can make research 
copies for them, the duty to acquire the appropriate permissions to use or repurpose the 
content ultimately falls to said patron. Subject C’s organization took a much stricter 
approach, requiring that the interested patron must acquire written consent from the 
rightsholder(s) before any sort of copy may be made. 
 Determining all of the rightsholders for a given asset proved to be a substantial 
and perpetual challenge in performing arts fields. A music sound recording, for example, 
typically automatically faces two separate copyrights to consider: the musical work, and 
the recorded performance of said work (Yeh 2013). By their recorded nature, these assets 
face rights coverage both as an artistic creation and as a specific performed event that has 
been captured on media for replay. Subject B expressed that music oftentimes gave them 
rights trouble in this regard, and dance and theater recordings presented similar 
difficulties. While an orchestra performing a symphony may hold rights as a collective 
ensemble, it could also be possible that each individual member has been given claim to 
rights. Likewise, the dancers and actors in a given production may each hold their own 
rights, which may then be further complicated due to the presence of equity unions or 
other representative groups. Subject B considered finding ways to navigate rights 
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ownership for performing arts content to be a monumental concern for archives and 
libraries. It is increasingly important for the effective use of digitized content to be able to 
answer the question: “How can we start to make these recordings available?” 
Areas of Concern for Digitization 
 
 The variety of media container types and their construction puts the urgency of 
digitization for audio and audiovisual materials on several timers. Shellac-based records 
decay at a different rate compared to their vinyl counterparts, and digital formats in the 
form of optical discs or computer files are faced with an ever-changing technological 
landscape and perpetual threats of obsolescence and bit rot. The study participants 
unanimously agreed that the most at-risk type of media, though, was magnetic tape: 
magnetic tape. Subject A explained that many magnetic tape assets in their organization 
were at risk of degrading and ultimately failing within fifteen years, which had motivated 
heavy support towards digitizing these items’ content. Furthermore, magnetic tape is a 
time-consuming format to process, seeing how it must be played through in order to both 
digitize the contents and gather adequate metadata; the physical container may provide 
some information about the recording held by it, but this information might be 
incomplete or unreliable—if it is there in the first place. Subject B referred to the external 
vendors they relied on for digitization activities: It is only thanks to them that so much of 
Institution B’s content can be digitized, given both the number of format types and their 
quantity. More specifically concerning to them was their video reels: Not only do they 
face their own issues regarding format types and the quantity of assets, but they also tend 
to cost much more to manage and digitize compared to sound recordings. Subject C noted 
that their efforts to digitize magnetic tape held by their organization was being put at risk 
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by the increasing difficulty of locating usable playback equipment, or even parts or 
specialists who can maintain the equipment in their possession. At the same time, they 
must worry about available server space and turnover time before the archival system 
must upgrade to new technology. 
 While discussing the hurdles for digitization, Subject C expressed that an 
additional concern for them was the underlying environmental effects of digitization. The 
current ways to preserve time-based media essentially trade one set of concerns for 
another: The original formats are found to be at risk due to degrading media formats and 
dwindling usable playback equipment, but the digitized versions now require perpetual 
digital curation to maintain their integrity, as well as archival servers and electricity. 
Uncompressed audio and audiovisual content also requires significantly greater storage 
space in a database, meaning that fields such as the performing arts that specialize in 
time-based content will inevitably require more servers, more energy, and more upkeep 
compared to other fields and types of collections. 
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Conclusions 
 
 The fields of music, dance, and theater all present their own unique challenges of 
content and information. Underneath these unique attributes, however, the three fields 
reflect a high degree of similarity with each other when it comes to preserving and 
digitizing content and making it available for interested users. While they are fields that 
predominantly focus on time-based art, the materials generated within them are not 
unanimously audio and audiovisual recordings. There exists a balance of music 
recordings and music scores, theater productions and the costumes and scenery within 
them, and dance performances and the choreography charts behind them. As Subject A 
stressed, there must be greater recognition of the connections between these components 
and the collections that contain them. While the original materials may not be able to be 
housed together, the finding aids, database records, and access terminals must maintain 
these connections and emphasize their significance in a fuller interpretation of the 
collections that the organization contains. 
 Access will likely continue to be one of the greatest hurdles toward effective 
usage and dissemination of collection contents in the performing arts. Music, dance, and 
theater all are impacted severely by the nebulous environment of copyright and 
ownership laws. What an archive is willing to provide and share with its userbase 
depends upon their collections, and how comfortable they feel with the knowledge they 
have regarding their various components. Dialogs must be opened on how these issues 
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may be mitigated. The extensive focus on recorded content in the performing arts will 
only continue from this point on, meaning that the current confusion and hesitation 
regarding copyright and access permissions will intensify if not managed. 
 The artistic nature of recorded content from the performing arts fields inevitably 
demands resources that other areas do not require. The processing of such a work 
involves specialized knowledge in the artistic field in question, library and archival 
standards, and digitization procedures. Digitization within the performing arts is built 
upon the power of collaboration. Involved specialists should make efforts to remain in 
close contact with each other and understand the work involved in their respective 
contributions towards the process. As emphasized by the subjects of this study, their 
connections and coordination allow for the successful operation of their organizations 
and the protection of their collections for future patrons and researchers. 
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Appendix 
 
 
Inquiry Email 
 
Dear [organization/specialist]: 
 
My name is Steve Wilcer—I am a graduate student attending the School of Information 
and Library Science at the University of North Carolina at Chapel Hill. I am conducting a 
master’s paper study on digitization and digitization efforts in the United States as they 
pertain to the performing arts—specifically, music, dance, and theater. I would like to ask 
if you would be willing to participate in this study. 
 
The process of the study will involve two steps: A brief online questionnaire, and a semi-
structured interview session of no longer than an hour. Should you desire to participate in 
the study, please email me at sswilcer@live.unc.edu, along with any questions you may 
have regarding the study. I will then email you the link to the questionnaire. The 
questionnaire should take approximately fifteen minutes or less, and you may leave any 
questions that you decline to answer blank. 
 
At the end of the questionnaire, there will be a question to confirm your interest in also 
participating in an interview session. If you desire to participate, I will send a follow-up 
email to arrange potential times. Interviews will be conducted either by phone or 
telecommunications application, depending on your preference. Your consent will be 
asked prior to any recording. 
 
You may choose to withdraw from the study during any part of the process without 
penalty, and you and/or your organization’s information may be made anonymous upon 
request. 
 
This research study is intended to increase awareness of current concerns and 
developments in digitization and preservation in the performing arts. A significant goal in 
the study is to encourage interdisciplinary analysis of the performing arts and future 
collaboration between specialists. You may not receive any direct benefit from being in 
the research study. There can also be risks to being in research studies, such as loss of 
data confidentiality. 
 
Thank you very much for your time. Please do not hesitate to contact me if you have any 
questions regarding the study. I look forward to hearing from you. 
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Sincerely, 
 
Steve Wilcer 
sswilcer@live.unc.edu 
630-888-4653 
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Questionnaire Access Email 
 
Dear [organization/specialist]: 
 
Thank you for agreeing to participate in this performing arts digitization study. Below in 
this message is a hyperlink to the questionnaire that will serve as the first portion of the 
study. These questions are intended to collect statistical and logistical data on 
organizations and their activities that may not be readily-known or -available during the 
live interview session. You are not obligated to answer all or any of these questions, and 
you and your organization’s information may be anonymized, should you desire it. 
 
You may access the questionnaire here: [Questionnaire hyperlink] 
 
If you have any questions regarding the questionnaire or study, you are free and 
encouraged to contact me either by email (sswilcer@live.unc.edu) or by phone (630-888-
4653). 
 
 
Sincerely, 
 
Steve Wilcer 
sswilcer@live.unc.edu 
630-888-4653 
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Online Questionnaire 
 
University of North Carolina at Chapel Hill 
IRB Study #: 18-3259 
Principal Investigator: Steve Wilcer 
Study Title: “Preserving Performance and Purpose”: An Audio and Audiovisual 
Digitization Cross-Analysis within the Performing Arts 
  
The purpose of the study is to investigate digitization practices in performing arts fields 
within the United States. Specialists in music, dance, and theater that are involved with 
libraries, archives, or similar retention- and preservation-focused organizations are to be 
consulted on their experiences and workflows. This data will be gathered by a 
combination of an online questionnaire and a semi-structured interview. The results will 
then be cross-examined between the represented fields. You are being asked to take part 
in the research study because of you and your organization’s involvement with the 
performing arts and the retention of materials related to them. 
 
Questionnaire 
 
If you agree to take part in this questionnaire, you will be asked to examine and answer 
the following questions to the best of your knowledge. Your participation in this 
questionnaire will take about fifteen minutes. We expect that thirty people will take part 
in this research study. 
 
You can choose not to answer any question you do not wish to answer. You can also 
choose to stop taking the survey at any time. You must be at least 18 years old to 
participate. If you are younger than 18 years old, please stop now. 
 
The possible risks to you in taking part in this research are: Potential discomfort due to 
answering sequences of questions, or having someone else find out that you were in a 
research study. There is also the potential loss of confidentiality of information. 
 
To protect your identity as a research subject, you will be asked if you would prefer your 
name and affiliated organization to be anonymized. Should you desire this, your 
information will not be shared with anyone, and your data will be assigned a nonspecific 
identifier code. 
 
If you have any questions about this research, please contact the Investigator named at 
the top of this form by calling 630-888-4653 or emailing sswilcer@live.unc.edu. If you 
have questions or concerns about your rights as a research subject, you may contact the 
UNC Institutional Review Board at 919-966-3113 or by email to IRB_subjects@unc.edu. 
 
By proceeding to the next page of this questionnaire, you provide your consent to 
participate in the study. 
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1. Has your organization engaged in audio/audiovisual digitization for its own 
holdings? 
o Yes 
o No 
o Unsure 
 
2. Has your organization provided audio/audiovisual digitization services to clients 
or other organizations? 
o Yes 
o No 
o Unsure 
 
3. How long has your organization been active with audio/audiovisual digitization? 
o No activity, currently no plans for digitization 
o No activity, plans to commence digitization in the future 
o Less than one year 
o One to two years 
o Three to five years 
o Greater than five years (type approximate total number of years):_______ 
 
4. What sources of standards on audio/audiovisual digitization does your 
organization follow? Please select all options that apply. 
o National Archives 
o Federal Agencies Digital Guidelines Initiative 
o Smithsonian Institution Archives 
o International Association of Sound and Audiovisual Archives 
o American Library Association/Association for Library Services & 
Technical Services 
o Association for Recorded Sound Collections 
o Other (Please specify):_______ 
o No external standards incorporated 
 
5. What is the current estimated size (if applicable) of your organization's audio 
collection, in terms of total assets count? 
o Not applicable 
o Less than 100 assets 
o Between 101 and 500 assets 
o Between 501 and 1,000 assets 
o Between 1,001 and 5,000 assets 
o Between 5,001 and 10,000 assets 
o Greater than 10,000 assets (type approximate total number of 
assets):_______  
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6. What audio media formats does your organization currently hold in its 
organization? Select all that apply: 
o  Cylinders 
o  Wire recordings 
o  Shellac-based records 
o  Nitrate- or acetate-coated, metal- or glass-based records (also known as 
"acetates", "instantaneous discs", "lacquer discs") 
o  Reel-to-reel magnetic tape 
o  Vinyl-based records 
o  Audio cassettes 
o  4- or 8-track tape 
o  LaserDisc 
o  Compact Discs 
o  Betamax 
o  Digital Audio Tape (DAT) 
o  MiniDisc 
o  DVD 
o  Blu-ray 
o  Other(s) (Please specify):_______ 
 
7. When was the oldest audio asset in the collection created/estimated to have been 
created? (Note: "Creation" here refers to the recorded content of the asset, not its 
physical container.) Please type the appropriate year or decade, if it is 
known._______ 
 
8. What is the current estimated size (if applicable) of your organization's 
audiovisual collection, in terms of total assets count? 
o Not applicable 
o Less than 100 assets 
o Between 101 and 500 assets 
o Between 501 and 1,000 assets 
o Between 1,001 and 5,000 assets 
o Between 5,001 and 10,000 assets 
o Greater than 10,000 assets (type approximate total number of 
assets):_______ 
 
9. What audiovisual media formats does your organization currently hold in its 
organization? Select all that apply: 
o 35mm 
o 16mm 
o 8mm 
o Super 8mm 
o VHS 
o U-matic 
o 2" Quad 
o 1" Type C 
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o 1/2" Open reel 
o Betamax 
o Betacam 
o LaserDisc 
o Compact disc 
o DVD 
o Blu-ray 
o Other(s) (Please specify):_______ 
 
10. When was the oldest audiovisual asset in the collection created/estimated to have 
been created? (Note: "Creation" here refers to the recorded content of the asset, 
not its physical container.) Please type the appropriate year or decade, if it is 
known._______ 
 
11. Would you be interested in talking with me for an interview session? 
o Yes (Please specify preferred email for contact to arrange a session—a 
phone number is also acceptable:)_______ 
o No 
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Interview Arrangement Email 
 
Dear [organization/specialist]: 
 
Thank you for your participation in my questionnaire. I am sending this email to follow 
up with your interest in taking part in an interview session as the second part of my study 
on performing arts digitization practices. I have included the study synopsis here in this 
message, as well as scheduling and consent information for the interview session. 
 
 
University of North Carolina at Chapel Hill 
IRB Study #: 18-3259 
Principal Investigator: Steve Wilcer 
Study Title: “Preserving Performance and Purpose”: An Audio and Audiovisual 
Digitization Cross-Analysis within the Performing Arts 
 
The purpose of the study is to investigate digitization practices in performing arts fields 
within the United States. Specialists in music, dance, and theater that are involved with 
libraries, archives, or similar retention- and preservation-focused organizations are to be 
consulted on their experiences and workflows. This data will be gathered by a 
combination of an online questionnaire and a semi-structured interview. The results will 
then be cross-examined between the represented fields. You are being asked to take part 
in the research study because of you and your organization’s involvement with the 
performing arts and the retention of materials related to them. 
 
Interview 
 
If you agree to take part in this portion of the research, you will take part in an interview 
session with me either using telephone or your choice of telecommunications application. 
The session will take no longer than an hour, and its date and time will be determined 
based upon your preferences, during either January or February of 2019. We expect that 
thirty people will take part in this research study. 
 
During the session, you can choose not to answer any question you do not wish to 
answer. You can also choose to stop the interview at any time. As with the questionnaire, 
you must be at least 18 years old to participate. Interviews are planned to be recorded for 
transcription and response accuracy purposes; you will be asked at the beginning of the 
session if you would prefer the session to not be recorded. 
 
The possible risks to you in taking part in this research are: Potential discomfort due to 
answering sequences of questions, or having someone else find out that you were in a 
research study. There is also the potential loss of confidentiality of information. 
 
To protect your identity as a research subject, you will be asked if you would prefer your 
name and affiliated organization to be anonymized. Should you desire this, your 
information will not be shared with anyone, and your data will be assigned a nonspecific 
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identifier code. Upon completion of the research, any identifying materials may be 
disposed of to protect your identity. 
 
If you have any questions about this research, please contact the Investigator named at 
the top of this form by calling 630-888-4653 or emailing sswilcer@live.unc.edu. If you 
have questions or concerns about your rights as a research subject, you may contact the 
UNC Institutional Review Board at 919-966-3113 or by email to IRB_subjects@unc.edu. 
 
 
If you consent to participating in an interview session, please use the following hyperlink 
to access a scheduling portal to indicate which times would be most convenient for you:   
 
[Scheduling portal hyperlink] 
 
Please provide several options (if possible). Once submitted, I will then contact you to 
confirm a potential time and any accommodations/communication platforms that will be 
necessary. 
 
 
Thank you again for your time and contribution. 
 
 
Steve Wilcer 
sswilcer@live.unc.edu 
630-888-4653  
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Interview Session Structured Questions 
 
[Greet subject and provide a recap on the study] 
[Confirm that the subject (a) consents to participating in the interview, (b) is at least 18 
years old, (c) is or has been active in performing arts and is involved or familiar with 
digitization efforts, (d) desires their information to be anonymized or not, and (e) 
consents to being recorded or prefers the session go unrecorded.] 
 
1. [warm-up] How did you first become involved with the performing arts and 
digitization? How long have you been involved with audio and/or audiovisual 
digitization? 
 
2. How many personnel are involved with the organization’s digitization initiatives? 
a. How are their roles and duties distributed? 
 
3. How are digitization-worthy assets determined in your organization? 
a. Does this process strictly follow a specific digitization/preservation 
standard(s)? 
b. If any deviations exist between the organization’s processes versus the 
methods and settings prescribed in the standard(s) employed, why were 
these decisions made? 
 
4. Has the artistic nature of an asset ever complicated the digitization process for 
you or your organization? How? 
a. [If unsure, provide potential categories: Identity of the work/composition, 
multiple components, accessibility/accessibility methods, significance of 
physical media format(s), legal complications with transfer to digital 
context, etc.] 
 
5. What are your largest concerns regarding digitized content as it relates to your 
organization and its community? 
a. What materials or types of materials do you consider at most risk in your 
organization currently? Why? 
 
6. What are your largest concerns regarding digitized content as it relates to your 
overall field/profession? 
 
7. Once digitized, do you recognize any concerns regarding the asset?  
a. Contextualization amount; enough for newcomer to subject, or aimed 
towards experienced researchers? 
b. Audio/audiovisual help pages 
c. Index/search tool for audio/audiovisual content 
d. Ability to download and/or stream files 
e. Diversity of file sizes or quality options 
f. Variety of formats available 
g. Simple design vs. plug-ins 
